Introduction
The Interpellation of Ideological State Apparatuses (ISAs), the Althusserian concept, are not restricted to prominent institutions such as church, school, or the military. Contemporary late-capitalist society often hears of various other sectors that are targeted by ISAs and sees their panoptic power. Subjectivity, in turn, is constructed by means of various actions and conglomerations of countless institutions as social space "tends to lose its delimitation" (Diken and Laustsen 75 ). An individual can adopt a lifestyle with no fixed identity-an identity existing "outside the institutions but even more intensely ruled by their disciplinary logics" (Hardt and Negri 331) . Capitalism today is characterized not by "panoptic, place-bounded discipline" forcing people to accept a certain position on any given subject, but by "a permanent movement in which the subject is always in a state of becoming" (Albertson and Diken 246). In short, power can mutate, and subjectivity can become transformative.
American cinema has shown a persistent interest in dramatizing the ways in which the power dynamics between a society and individuals are formed, thereby proposing an allegory of modern American society.
Modern Times (Charlie Chaplin, 1936) , which represents individuals functioning like gears in a whole system, quickly comes to mind.
The post-World War II Hollywood cinema, in particular, has highlighted ways in which "conventional" power has mutated in terms of changing social milieux in different contexts. From movies such as One Flew
Over the Cuckoo's Nest (Miloš Forman, 1975) to The Truman Show (Peter Weir, 1999) , in particular, power is represented as transformative, mobile, and pervasive throughout contemporary society. 1) Nowhere is such a tendency more visible than in Fight Club (David Fincher, 1999) , a much-discussed, controversial film based on Chuck Palahniuk's 1996 novel of the same title. The psychological thriller features individuals' submission into and rebellion against the transformed 1) The 1975 movie vividly represents how R. P. McMurphy (Jack Nicholson), the anti-heroic protagonist, clashes with and rebels against the panoptic authority represented by Nurse Ratched (Louise Fletcher) in a mental hospital. In Forman's movie, though on a smaller scale compared to the Foucauldian concept of Panopticon, the surveillance and panoptic power Nurse Ratched wields in a small ward serves as a good allegory for the power relationship between individuals and an oppressive society. In The Truman Show, another film that seriously explores the theme of panopticism, the relationship between the subject interpellated and the society that interpellates it is represented as the producer of a TV show and a star in the show. In the movie, Truman, an ordinary insurance salesman, has lived 30 years only to find that his life is entirely fabricated by a reality TV show, The Truman Show, and that he is merely a TV star on a set, an enormously huge, dome-shaped structure somewhere near Hollywood, which is rigged with thousands of carefully concealed cameras and microphones and which is controlled by the creator of the show, Christof.
interpellative power in the late-capitalist society. Fincher's film, in a broad sense, is a cultural representation of the crisis of "everyman" living in the society. Within the cinematic representation, society is a space where credit card companies, designer brands, and the stock market constantly coax an individual into consumerism or the acquisition of material possessions, thereby forming a new type of hierarchy that dominates the subject's life and spirit. Significantly, everything in this sort of society is reduced to the troubled relation between "the haves" and "have-nots"; the power unquestionably belongs to those who are able to control the flow of finance, and those who do not constantly aspire to have the power while trapped in the alreadyestablished economic inequality. "Have-nots," even including the middle class, in this situation strive to form a raison d'être in their lives by consuming the merchandise that they believe belongs to "the haves."
Though cinematic, such a representation, not far from reality, carries a portion of truth, especially regarding the popular slogan "We are 99 percent," which was chanted in the recent anti-consumerist social movement in 2011 called Occupy Wall Street.
On the other hand, Fight Club, with a critique of capitalism and gender issues convolutedly entangled, alludes to the anxiety of white American men, an anxiety that eventually leads to engaging in an exaggerated form of masculinity. In the film's combination of linear and non-linear narrative, the issues center on the representation of a male doppelgänger, as the film problematizes late-capitalist society and shows how men become subjected to and split by extreme materialism. 2) As Gary Crowdus indicates, the underground Fight Club in the movie serves as a "pungent satire" of "the soul-deadening consequences of excessive materialism" and of "the emotional legacy for a generation of young men of physically or emotionally absent fathers" (47).
Fight Club's critique of late-capitalist society, however, is rather one-sided because the film presents this perspective only through male characters that equate the intrusion of capitalist attitudes in society with femininity. This vexing gender issue is clearly depicted as one of the crucial leitmotifs in Fight Club. Based on this assumption, this paper examines how Fincher's film places the male characters in an ambivalent ambience, and although they consider themselves victims of a feminized society, it is the male characters that ultimately victimize themselves through the myth of excessive masculinity.
2) The whole plot of the movie becomes rather simple when focused on the revelation of the doppelgänger that serves as peripety. An anonymous narrator (Edward Norton), who can be generally referred to as "Jack," lives in an unnamed American city, working as an automobile recall specialist. One day, on a flight home from a business trip, the narrator meets a mysterious soap seller named Tyler Durden (Brad Pitt). After finding that his condominium has been exploded, the narrator moves into Tyler's crumbling mansion. Then they come to engage in a fistfight in front of a bar at night, which leads them to develop an underground club for men called Fight Club. Later, toward the end of the movie, the narrator tries to stop the violence and terrorism of Project Mayhem, which grew out of Fight Club, and during the process, he discovers that Tyler and he are one and the same person and that Tyler is merely a projection of his own mind. Most lines uttered by Jack serve to present the audience with a critical view of the reality of consumerist society. Thinking of insomnia, for instance, Jack post-structurally narrates, "With insomnia, nothing's real. Everything is far away. Everything is a copy of a copy." Here,
"You
3) Palahniuk himself, the writer of the novel Fight Club, emphasizes its function as a social critique, discussing violence. He said in a CNN interview; "The system is more frightened of our anti-consumerist message than they are of our violence. The violence is just an excuse to trash us" (Diken and Laustsen 70). he is represented as a typical individual living in this post-modern society, living on the boundary between reality and unreality, experiencing, in Baudrillardian terms, "simulacra and simulations" that blur or threaten the difference between "true" and "false," and between "real"
and "imaginary" (3). For Jack, as he narrates through voice-over in the film, living on the boundary is "like living in the IBM Stellar Sphere, the Philip Morris Galaxy, Planet Starbucks." The figurative words "sphere," "galaxy," and "planet" indicate how Jack recognizes consumerism in modern society by territorializing it based on popular brands. Jack's analogy here informs economic, social spaces where his subjectivity continues to be confined and defined.
Jack is then an individual, which is, to borrow Althusser's words, "always-already a subject" (700) interpellated by late-capitalist society.
He is trapped in the imaginary ideology of this society, and the relationship between society and individuals reifies the power dynamics.
Jack, in Althusserian terms, is also "a subjected being who submits to a higher authority, and is therefore stripped of all freedom except that of freely accepting his submission" (701 Importantly, Tyler's body is also preoccupied with masochistic pleasure when being severely beaten by the owner of the bar (whose basement is Fight Club's location); Tyler, blood-soaked, continues to "laugh" until the owner becomes frightened. Laura Mulvey, in explaining her concept of voyeurism, has proposed that "in a world ordered by sexual imbalance, pleasure in looking has been split between active/male and passive/female" (19). Mulvey goes on to suggest how the fe/male gaze can be fixed on male bodies:
The cinema satisfies a primordial wish for pleasurable looking, but it also goes further, developing scopophilia in its narcissistic aspect. The conventions of mainstream film focus attention on the human form. Scale, space, stories are all anthropomorphic. Here, curiosity and the wish to look intermingle with a fascination with likeness and recognition: the human face, the human body …… (17, emphasis added) In Fight Club, the bodies of both Jack and Tyler are positioned as the subject of the fe/male gaze. The movie "could be considered as a moving away from placing women as bodily spectacles, and encouraging men to 'look' at themselves more in this light" (Ruddell 496) , as the voyeurism of male bodies pervades Fight Club.
The character of Robert 'Bob' Paulsen, who represents all men feminized and victimized by late-capitalism, is exemplary of the "bodily spectacle" with which the movie is preoccupied. Bob, once a champion body builder, developed enormous breasts or "bitch tits," as Jack describes them, after having his cancerous testicles removed. His status, as a physically and psychologically castrated man with womanly breasts, is a product of his failed pursuit of a popular modern masculine ideal, that is, self-discipline through the body. 4) Bob tries desperately to reassert his lost masculinity by attending "Remaining
Men Together" (a support group for men with testicular cancer) and 4) As suggested in the film, excessive competition for an ideal male body led the former body builder to overuse steroids, the result of which was a hormone imbalance and eventually the development of gynecomastia. Jack, trying to construct or rebuild his lost masculinity by creating
Tyler, is also entrapped in the imaginary ideology. Based on the equation between the "real" penis (as a genital) and the "symbolic" phallus (a Lacanian concept), as Silverman suggests, this ideology of masculinity registers the anxiety of castration because "conventional masculinity can best be understood as the denial of castration, and hence as a refusal to acknowledge the defining limits of subjectivity" (46). The masculine Tyler in the film well addresses the fear of castration in a graphic, straightforward way: "You know, man, it could be worse. A woman could cut off your penis while you're sleeping and toss it out the window of a moving car." Thus, it is imperative that belief in the penis/phallus equation be fortified in the way that a man excludes femininity from his psyche, while being convinced of the binary opposition between masculinity and femininity.
Given that Jack and Tyler's masculinity is a fantasy, it can be said that Jack tries to "perform" masculinity. If the male characters are misunderstood, Fight Club "encourages the viewer to read the two halves of the character as oppositional binary codes, thus creating problems with the gendered identity of the character" (Ruddell 501).
As Judith Butler suggests, "That the gendered body is performative suggests that it has no ontological status apart from the various acts which constitute its reality …… the illusion of an interior and organizing gender core" (136). Jack and Tyler are dependent on an unstable gender fantasy because "genders can be neither true nor false, but are only produced as the truth effects of a discourse of primary and stable identity" (Butler 136) . The mission of the reconstruction of the restoration of "lost" masculinity in Fight Club is based on this dilemma. For Jack, therefore, there is no way to escape this problem because there is no place to go without destroying feminine capitalism.
Just as Tyler, Jack's doppelgänger, is in fact Jack's fantasy, the male characters' fantasy of masculinity in the film is just a fantasy.
The following argument by Butler is very reminiscent of Jack's complaint about late-capitalist society; "everything is a copy of a copy":
The notion of gender parody defended here does not assume that there is an original which such parodic identities imitate. Indeed, the parody is of the very notion of an original; just as the psychoanalytic notion of gender identification is constituted by a fantasy of a fantasy, the transfiguration is of an Other who is always already a " figure Tyler stands over Jack, holding a gun that is placed firmly in Jack's mouth, which can be interpreted as homosexual, with the gun is a symbol, a surrogate phallus. In effect, the fantasy of masculinity embodied in homosocial bonding among men inevitably contains "homophobic" undercurrents. Following Freud's notion on homophobia, Sedgwick notes that "the special relationship between male homosocial (including homosexual) desire …… may take the form of ideological homophobia, ideological homosexuality, or some highly conflicted but intensively structured combination of the two" (25). 6)
The relationship between Jack and Tyler can be thought of as a combination of the homosocial and the homosexual. Sedgwick's concept of the "homosocial desire" provides a useful way to theorize the practice of revealing and hiding homosexuality. She defines the homosocial as "social bonds between persons of the same sex" and suggests that homosocial practice such as male bonding can be mapped as a desire similar to homosexuality, even when it is "intense homophobia, fear and hatred of heterosexuality (1). Sedgwick also argues that cultural representation often tries to "rupture" this "continuum" between homosocial and homosexual behavior in order to establish the homosocial as distinct from homosexuality in the sense of gender dichotomy (1-2).
For Jack, the character of Marla is both a threat to his homosocial (or homosexual) desire and a subject of heterosexual desire. Marla at one time is represented as a tomboy, and, at other times, as a typical femme fatale-chain-smoking, with short hair and smoky makeup that looks like death, and that stresses her personality as active and 6) Sedgwick goes onto propose that a man who pursues homosociality "considers himself transparent to, and often under the compulsion of, another male …… such a sense of persecution represents the fearful, phantasmic rejection by recasting of an original homosexual (or even merely homosocial) desire" (91-92).
aggressive, but simultaneously very seductive. 7) Marla is thus seen as embodying a more powerful seduction of capitalism to Jack because after meeting her in a support group for testicular cancer victims, which he regards as his "vacation," Jack becomes more troubled than when he had insomnia that was a result of living in a consumerist society; he simply says, "she ruined everything." More importantly, the female character is represented as a threat to Jack's relationship "The performance," Butler suggests, "is effected with the strategic aim of maintaining gender within its binary frame-an aim that cannot be attributed to a subject, but, rather, must be understood to found and consolidate the subject" (140). In this regard, while Ruddell's argument that Jack "does differentiate himself from his ideal-ego by the end of the film, and indicates that the attack on the ego is over, although it is unclear whether any return to reality or the external world is possible" (501) is convincing, it somewhat ignores how Jack internalized the attribute of his ideal-ego, Tyler. Other critics like M.
Ta argue that Jack defines Tyler's world as hyper-masculine and states that his "choice to escape this world is the choice of castration" (270). However, Jack does not choose castration. Rather, he chooses the unified self by removing the split self, Tyler, in order to reaffirm his stable identity with the phallus, achieving normative heterosexuality.
In effect, Jack's choice to shoot himself in the jaw, the most intense 
Conclusion
The belies the very message of a subversive potential that it attempts to deliver, with purposeful ideas that resist the interpellation of late-capitalist society, resulting in its being somewhat ambivalent.
